This article draws on previously published multimedia documents to explore the notion of musicality in the work of Włodzimierz Staniewski and the Gardzienice Centre for Theatre Practices. In addition to offering a close analysis of several documented moments -including performances, work demonstrations, expeditions and gatherings -it tests the ability of multimedia documentation to capture performance knowledge, arguing that the work of Gardzienice is a paradigmatic example of 'practice as research'. Taking the archive as a crucial dimension of the dissemination of knowledge, the article uses multimedia citation to examine the specific contributions of Gardzienice in the context of musicality as a relation between the theatrical and the musical. The article demonstrates that the stability of the archive allows for a detailed explication of performance knowledge in a way that is not possible from live performance alone. 
Gardzienice

Prologue
Five knocks, and a small crowd of peasants rushes onstage through the big doors, yelling and ringing bells, their eyes wide, their expressions grotesque. 'We!' they shout together.
A man in a dark coat removes his hat and continues the introduction: 'We, the members of Plato's family, know only that which is solemn, joyful, holy, sublime, heavenly…'. He continues speaking rapidly of lofty things until an old woman, cupping her ear as if hard of hearing, shouts back: 'What?' The man repeats himself. This time the old woman repeats his words, appending her own comment: 'Aha!' As if in response, another man stands and brays like a donkey: 'Hee-haw! Hee-haw!' The final vowel of this outburst is taken up by the entire group, which transforms it into a melodic 'Amen', complete with extended melisma and choral harmony. Just as the song fully blossoms, another woman blurts out an exclamation: 'I immediately cry!' Melody and rhythm are stopped in their tracks, the man in the dark coat begins his speech again, and the entire cycle repeatsfour times in all. The company is Gardzienice. The man in the dark coat is Mariusz Gołaj; the old woman Ania Dąbrowska; the donkey Tomasz Rodowicz; the tearful lady Elżbieta Rojek. The man who knocked on the door to summon the group into the space is Włodzimierz Staniewski, founder and director of Gardzienice since the late 1970s. The performance is Metamorfozy, a 'theatrical essay' loosely based on Apuleius. Lasting only a few seconds, this extraordinary sequence enacts a complete summary of the birth of music from speech: from spoken text into semi-musical exclamation -then a rhythmic, onomatopoeic cry -and finally into full-fledged song -then back again to speech. Linking sacred and profane, theatrical and musical, Greek and Polish histories, this moment -which begins the performance -contains and concatenates a wealth of knowledge, experience and composition. How to read its depths? How to articulate its value? How to place it in the context of other performances, other companies, and other experiments within and beyond theatre itself?
Performance knowledge and the multimedia archive I witnessed that fragment of Metamorfozy many times during my eight-month apprenticeship to Gardzienice in 2003 and 2004 , sometimes from the audience and sometimes onstage as a member of the ensemble. However, to refresh my memory, analyse details, and check the translation from Polish to English, I had recourse to a CD-ROM recently produced by the company, which was given to me during one of their visits to New York City (Gardzienice Centre for Theatre Practices 2006 (Zarrilli 2009: 341) . I would argue further that the archive provides crucial insight into performance as a knowledge-based practice.
The existing multimedia documentation of Gardzienice's work could be a useful starting technique in this sense is beyond the scope of this article, it can be understood without too much difficulty as that which travels from one moment of practice to another, across time and space and between bodies. 4 As Allain notes in his important study, the articulation of technique is closely tied to the demands of pedagogy. As Gardzienice began to offer workshops to students and theatre artists around the world, and to integrate actors from other countries into their ever-changing ensemble, the individual capacities of performers like Rodowicz and Gołaj were not enough: 'Ways of moving, acrobatic techniques and the resources used for finding energy in moments of exhaustion had to be clearly transmittable to others. They could not belong solely to a private, inaccessible world' (Allain 1997: 66 that which constitutes knowledge in a rigorous sense, the research outcomes of years of practical investigation. In particular, I want to examine the notion of 'musicality' that is so important to Staniewski. In so doing, I draw on my own experiences with Gardzienice, as Allain does in his book. But I also refer the reader to specific examples in the multimedia archive that illustrates the knowledge contained in Gardzienice's work. By citing the Hidden Territories (2004) CD-ROM, I will be able to explore the notion of musicality at level of detail that would not be possible without such a concrete multimedia reference.
Staniewski defines musicality as follows:
Everything which sounds beyond the 'edges' of the codified system is musicality.
This is as valuable a source of inspiration for theatre work as music itself. […]
This is because music represents a certain level of abstraction, whereas musicality can be immediately identified as something that sits inside of me, or something that I hear in real life. Musicality is me. Music, as with any abstract product, loses its relationship with its evoker, its author, and its source. (2004: 64) In this passage, musicality refers to the complex play of sound as it unfolds in everyday life, including noise and irregularity. Staniewski's comment may be compared with David Roesner's recent definition of musicality as a 'catalyst between theatre and music'
(2010: 294). Roesner describes the work of an actor who interprets a spoken text both psychologically and musically. Such actors, he writes, 'enrich the mimetic performance with a poetic dimension' (Roesner 2010: 296) . Arguably, the mimetic dimension of theatre allows it to directly resemble 'what I hear in real life', where sounds carry forth all the complexity of that which evokes or authors them. Music, on the other hand, is regularized or formalized, and in this sense abstracted from its source.
The fragment of Metamorfozy described above is a precise example and incarnation of musicality in this sense. Indeed, as I suggested, this short and highly crafted sequence of utterances can be read as a textbook illustration -hence the phrase 'theatrical essay' -of the passage from theatricality to musicality. Gołaj's spoken text is purely 'acted' or 'mimetic', delivered in conversational rhythm, as one might 'hear in real life'. Through a series of successive steps, this spoken rhythm gains rhythmic, melodic, and finally harmonic structure until it becomes song. The spectator, in
Roesner's terms, is compelled 'to oscillate between a theatrical and musical perception'
(2010: 296) and to move with the performers from the register of mimetic storytelling -'We, the members of Plato's family…' -to that of choral song.
Roesner's notion of musicality as an oscillation between theatre and music perfectly expresses Gardzienice's work. While Roesner invokes an actor using musical and psychological principles simultaneous in the crafting of performed speech, Staniewski in
Hidden Territories describes how a student might learn to move back and forth rapidly between the two: 'The pupil sings a fragment of Katolophyromai and then immediately whispers to a partner, as if in the graveyard situation, and back again' to the song (2004: 70). The song 'Katolophyromai', reconstructed from a papyrus fragment, is sung in ancient Greek on a ten-count rhythm. In this context, it represents the abstraction of music, while the act of whispering to a partner 'as if' in a graveyard is a typical example of narrative association: a 'psychological' or even 'Stanislavskian' approach to acting.
The whisper breaks the song not only because it is a whisper -and hence cannot have melody -but also because its rhythm will be dictated by the image or association of the graveyard. The student switches back and forth between a formal or abstract approach to rhythm and one that is grounded in the rhythms of everyday speech. Oscillating between song and image, the student learns to play and produce a productive tension between theatre and music in the realm of musicality. The density of these few moments continues throughout the recording of Awwakum. It is worth noting in this context that sound has the power to alter space in a way that movement does not, because hearing is not directional as sight is. A group of people moving together, no matter how precise or forceful their gestures, is still experienced as occupying particular points in space. In order to see them, one has to look in their direction and open one's eyes. The sounds produced throughout Awwakum, on the other hand -like music everywhere are not limited to one location even if they clearly come 13 from the bodies of the performers. One does not have to turn towards the sound or adjust one's ears in any way to be impacted by the sound, which literally surrounds one in the space. Sound is atmospheric: it changes space itself, rather than being located in space.
Selections from the
Gardzienice makes every possible use of this fact, in turn crystallizing the atmosphere through regular rhythms and then just as quickly shattering those rhythms. In the excerpt just cited, every basic tool of musicality is used: melody and harmony, instrument and voice, tone and whisper, speech and song, regularity and irregularity, cacophony and silence, shifts in vocal colour, etc.
Vocal colour is an important aspect of musicality that appears throughout Gardzienice's oeuvre. 6 On a basic level, particular songs or traditions may be associated with certain vocal qualities, which may be no less essential to their cultural meaning than the more conventionally recognized dimensions of rhythm and melody. More complexly, the resonance of the voice can be altered within a song or even within a single note. A simple but powerful example of sophisticated work on the musicality of vocal colour is found in the televised version of Gardzienice's Carmina Burana, at the end of the song 'Floret silva nobilis', sung by Anna Zubrzycka (37:03-38:23). At first a solo, the song is gradually filled out by the chorus. However, the soloist initially sings with a vocal resonance that is completely different from the others, so that her melodic line remains separate and distinct. The melodies are concurrent, but they produce little harmonic resonance (complex sound waves vibrating and interfering with each other in space).
Only during the last note of the song does the Zubrzycka change her vocal quality so as to blend with that of the chorus and allow a more resonant and vibratory harmony to appear. Her face and throat visibly relax as she shifts from a hardened and slightly nasal quality to one that is more open. This delay is certainly not an error, as it might be in the context of a musical concert.
Rather, it seems calculated to create a dramatic shift from the isolation of the soloist to the power of the harmonious ensemble. That rich harmony is immediately broken once again by a non-musical cry, only to return a few seconds later as the ensemble takes up a
Georgian liturgical song that is particularly rich in harmonies. 7 Roesner observes:
In contrast to music, where any choir aims to sound as homogeneous as possible, In another video excerpt of training, Rodowicz -along with company members Dorota Porowska, Joanna Holcgreber and Marcin Mrowca -works with a group of students on a sequence of harmonies from the Ukrainian song 'Oj Borowaja' (50:45-52:27). In the latter part of this brief segment, we see how each voice in the song has been linked to a specific movement pattern. Though perhaps simple from a choreographic perspective, these movements are richly linked to the song in such a way that the performers do not have to separate the physiological processes of voice and movement. Rather than combining separate 'tracks', the experienced Gardzienice performers demonstrate a thorough integration of gesture, dance and song. In an age where film and television musicals use dubbing and lip-syncing to enable the complete detachment of auditory and visual performance, followed by their technological reassembly via edited montage, Gardzienice demonstrates a radically different approach: one that is firmly grounded in the unity of the body and the relationship between sound and source that Staniewski calls musicality. At one moment, Holcgreber reveals a particularly striking embodied integration of song and movement, leaping back and forth from one foot to another within the rhythm of the song (51:48-51:56). The students here are not being asked to accomplish a song and a separate dance simultaneously. Rather, the movement of the outer, visible body is seen as a key to more deeply activating the inner, singing bodyand vice versa. We can, however, catch a glimpse of the attitude with which the company undertook these projects. In the open smiles of Staniewski and Rodowicz after they sing in the first excerpt -or in Gołaj's dancing with a woman he may or may not know -it is evident that they are enjoying themselves. At one point, Gołaj seems focused on learning the steps from his partner. These excerpts document the sense of exchange that motivated 
Lines of enquiry
Other excerpts could be chosen and other aspects of Gardzienice's richly specialized performance knowledge elucidated. In this way, the multimedia archive allows for a kind of comparative analysis that is different from -but no less rigorous than -that which derives from live encounters with performance and pedagogy. 
